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 The Nebraska Repertory theatre, in partnership with the Johnny Carson school of 
Theatre, Film, and Emerging Media Arts at the University of Nebraska – Lincoln choose 
to produce A Midsummer Night’s Dream, directed by Christina Kirk, for the first show of 
their 2021-2022 season. A Midsummer Night’s Dream was produced on the Howell stage, 
a 300 seat proscenium theatre located in the Temple building on the campus of University 
of Nebraska – Lincoln and originating performance space and alma mater of Johnny 
Carson. I was assigned the role as Technical Director by the department in March 2019. 
As technical director I was to be in charge of budgeting materials and labor, drafting 
scenery, personnel management, safety (especially during a pandemic), scheduling, 
engineering, loading and removing of scenery from the venue, communicating and 
collaborating with other departments, and upholding the conceptual design of the scenic 
designer. Normally the Nebraska Repertory Theatre produced four to six shows a season 
but due to the continuous outbreak of COVID-19 the Rep was to produce only one show 
this season, Dracula: Mina’s Quest, and A Midsummer Night’s Dream was moved from 
May 2021 to September 2021.  
 This thesis will focus on the writer’s Technical Direction process to demonstrate 
his proficiency in the steps and procedures notated in the paragraph above. This 
proficiency depends on a multitude of variables, including maintaining budget, safety, 
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CHAPTER 1: INTRODUCTION OF DESIGN TEAM AND SHOW  
 
 
 The Nebraska Repertory Theatre appointed me Technical Director of their 
production of A Midsummer Night’s Dream in the spring of 2019. The Technical Director 
takes charge of creating and supervising the scenic designer’s artistic vision, while 
managing the scenic budget, implementing construction drawings, maintaining a build 
schedule, installation, and removal of any scenery used in the production. This thesis will 
contain quotes from the 2016 book Technical Directors Toolkit by Zachary Stribling and 
Richard Girtain as a contextual reference to the completion of the goals stated previously.  
 This thesis will detail requirements appropriate for a technical director to produce 
a show successfully and to demonstrate my mastery of skills in doing so. The technical 
director’s process constitutes the structure of this thesis. It includes the paperwork needed 
to accomplish the objectives listed in the Appendix. Because the show is not being 
performed until next season, I was not able to see the show through its entirety. Instead, it 
was my overall goal to make sure the scenery was complete and put into storage until the 
show was loaded into the venue. Since there are so many different pieces of paperwork, 
the Appendix separates the pieces into sections for the reader quickly to find the 
paperwork to which the thesis refers throughout its length.  
 There are other members of the Midsummer Night’s Dream design team who will 
have written a thesis in order to fulfill their requirements for a Master of Fine Arts degree 
in the Carson School. Grace Trudeau was the scenic designer for A Midsummer Night’s 
Dream, and she likewise used this production as her thesis project. 
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 The production process of A Midsummer Night’s Dream started in February 2019. 
Each member of the production team served in significant communication capacities for 
the realization of the overall concept of the show. The production team, listed in 
Appendix A section 1, included director Christina Kirk, student and faculty designers, 
and staff members who worked for the Nebraska Repertory Theatre. The production team 
attended weekly meetings to discuss changes, challenges, and gave updates from their 
respective shops and department. 
 William Shakespeare wrote A Midsummer Night’s Dream in 1595. It has been the 
subject of extensive production history, beginning in 1840 with Madam Vestris’s 
production at the Covent Garden Theatre in England. This particular production set a 
seventy-year tradition of having Oberon and Puck played by women.1 Max Reinhardt did 
five separate productions of the play in Berlin, the first of which was in 1905 and “more 
than thirty productions of the play from 1905 until 1939, including the 1935 film 
version”.2 It introduced the stage revolve, intended to keep the action moving. The most 
significant recent production was Peter Brook’s 1970 treatment, which opened in London 
and a year later in New York. Both productions featured the scenic and costume designs 
of Sally Jacobs, with actors on trapeze platforms within an invisible forest.3 
 The play’s plot involves Egeus, father of Hermia, demanding that she agree to an 
arranged marriage to a man whom she does not love, Demetrius. She must either marry 
Demetrius or face death, according to Athenian law. Hermia plans to meet Lysander (the 
 
1 A Midsummer Night's Dream Performance history. (2016, January 26). Retrieved April 11, 2021, from 
https://shakespearecomesalivefall2016.wordpress.com/performance-history-3/ 
2 “Shakespeare En Devenir.” Re, shakespeare.edel.univ-poitiers.fr/index.php?id=814.  




man she actually loves), in the woods outside the city’s walls to elope. Meanwhile a 
group of players meet to rehearse a play for the wedding of Theseus and Hippolyta, the 
duke of Athens and queen of the Amazons respectively. Once the group determine their 
roles in the play, they plan to meet in the woods later that night to rehearse. 
 In the woods outside Athens are Oberon and Titania, king and queen of the 
fairies, preparing for the wedding of Theseus and Hippolyta. Oberon and Titania argue 
about past events. Oberon orders his servant Puck to extract juice from a magic flower to 
make Titania fall in love with the first person she sees in order to embarrass her and 
abduct Oberon’s child by a mortal woman. Titania was emotionally attached to the 
child’s mother. Hermia and Lysander meet in the woods to elope. Demetrius and Helena, 
Hermia’s friend, follow them. Puck accidently uses the juice of the flower on Lysander 
and Demetrius, both of whom fall in love with Helena. Oberon orders Puck to release the 
spell under which Lysander and Demetrius languish and replace it with the assumption 
that they have experienced a dream.  
 A group of “rude mechanicals”—that is, skilled laborers— costume designer Hali 
Liles, identified according to their profession and tools they use. Halie replicated these 
professions into the modern adaptation in which the show is set. The professions consist 
of a weaver, carpenter, bellows mender, tailor, tinker, and joiner. The modern professions 
include a weaver, carpenter, chimney sweep, tailor, mechanic, and joiner with modern 
tools associated with their professions. These laborers meet in the woods to rehearse a 
play. One of the players, named Bottom the Weaver, angers Puck so Puck transforms 
Bottom’s head into that of a donkey. Titania awakens and beholds Bottom, who has 
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become a deformed humanoid—yet she falls in love with him. After Oberon successfully 
abducts the child, he breaks the spell and returns Bottom’s head back to normal. 
  Back in Athens, the players perform the play. The audience loves the 
performance, and they all depart for bed. Oberon, Titania, and Puck enter to bless the 

















CHAPTER 2: COLLABORATION AND MEETINGS 
 
 
 Success of any show depends on the production team’s ability to collaborate and 
maintain a translucent environment of artistic interchange and technical conversation. To 
accomplish this kind of success, the team had weekly meetings along with frequent email 
communication. This season has been very peculiar with the COVID–19 pandemic. 
Instead of in person meetings, we conducted a majority of our meetings via Microsoft 
Teams™.  
 When production manager Jon Sternberg started his term, the Carson School as a 
whole switched to a new program that allowed us to message, schedule, and video chat 
with other departments. Microsoft Teams™ allowed the numbers of emails throughout 
the production team to evolve into a forum of team messages that are quicker to reply to 
and were less formal. The program allowed members to view their calendars to look up 
when meetings occurred and facilitate video calling through the app. Before using this 
program, we employed multiple forms of communication to achieve what the Teams™ 
app allows in a single program. If meetings happened in person, we followed the 
university’s strict social distancing measures.  
 There were two types of meetings: design meetings and production meetings. 
They served different purposes and took place at different points in the production 
process. As technical director I attended both meetings for different reasons. 
 Girtain asserts that the “Developing the show’s design is the beginning of the 
production process, and happens through a structured series of design meetings”. And 
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these “meetings are typically held by the PM”4, or production manager, who in this case 
was Jon Sternberg. In design meetings I functioned as an advisor with the director and 
scenic designer in order to provide feedback and offer solutions in the design process. 
This procedure aided in the prevention of choices that might have posed difficult for the 
production space and scenic budget to accommodate. The notes of these meetings are 
located in Appendix A section 2. During these meetings, I took notes not only to remind 
myself of tasks in need of completion, but also to back up statements that others made at 
the meetings.  
 The first meeting of the production team discussed opinions and thoughts about 
the script. After these discussions, team members established a central concept to lead 
everyone to a singular appearance and goal. The production team agreed upon a concept 
that gave a profound and progressive message about climate change to its audience 
members. In the starting sentences of my notes, I have the concept that the team 
discussed. The scripts hints at weather change, polarization, forgiving trespassers, and 
men abusing their love of women. 
 Many production companies choose to incorporate specific and pointed concepts 
when producing Shakespearian plays. Many attempt to modernize plays which to 
contemporary audiences might otherwise be incomprehensible. Modernizing concepts are 
also useful politically. We know very little about the practices and performances of 
Elizabethan plays, although years of painstaking research have revealed unnoticed 
features of Elizabethan theatre practice. Modern concepts allow for a more flexible 
 
4 Zachary Stribling and Richard Girtain, The Technical Director's Toolkit: Process, Forms, and Philosophies for 
Successful Technical Direction (New York: Focal Press, 2016) 20. 
7 
 
setting for the play’s location and costumes. Concepts such as A Midsummer Night’s 
Dream set in the 1920’s, Hamlet set in a Russian city ruled by a Russian Tsar, or Romeo 
and Juliet played by a couple during the American Civil War are all examples that I have 
seen throughout my theatrical career. These concepts also carry over into film, such as. 
She’s the Man, a film produced in 2006, an adaptation of Shakespeare’s Twelfth Night. 
 Once the concept for the show was established, we used subsequent design 
meetings to talk about the evolution of the designs and asking questions for clarification. 
The designers then went off to create their designs and over the next three months design 
meetings for the designers provide updates and ask questions between each other. The 
first design meeting was held on May 8, 2020. When reviewing the notes in Appendix A 
section 2 the reader can see important talking points regarding the technical aspects of the 
design. Dimensions of scenery along with changes in venue, design, and schedule are 
noted.  
 “Production Meetings are an instrumental tool for facilitating the free flow of 
information among the design and production team. Typically these meetings begin on a 
weekly basis at a regularly scheduled time once the shops go into production and the cast 
begins rehearsals.”5 Under normal circumstances, production meetings for the Nebraska 
Repertory Theatre occur every week, on the same date, and the same time. Departmental 
walkthroughs, however, took place in the middle of the week for all member of the 
production team to gain visual familiarity with what each shop is building. Due to covid-
19, the protocol has changed considerably. Since the show is not to take place until next 
year, we held production meetings every other week and departmental walkthroughs were 
 
5 Stribling and Girtain 118. 
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not used in lieu of Microsoft Teams™. Production meeting notes can be found in 
Appendix A section 3. 
 Leaders and supervisors attend these meetings to give updates, share progress, 
and ask questions among the different departments. The production meetings, which 
started on January 29th, 2021, much like the design meetings are led by the production 
manager, Jon Sternberg. 
 Besides design and production meetings, there are many other meetings to help 
members of the production team in daily communication. During the drafting process, the 
technical direction team held weekly Monday meetings with Jon Sternberg to discuss 
progress and review draftings. When designer Grace Trudeau first pitched her idea of the 
tree, we realized that because there were three different departments working on one unit, 
we needed to have specific “tree meetings” to discuss artistic, material, and progression 
updates. These tree meeting notes are located in Appendix A section 4. Because the Rep 
is storing the show, the technical direction team conducted “transition meetings” to 
discuss paperwork, location, and steps needed. These notes are located Appendix A 
section 5. There were many meetings with Grace when a question or option arose that 
could potentially affect the design. Keeping true to the design required constant 
communication; even though these meetings would last 10 minutes or less, they allowed 
me to make the most informed choices dedicated to the design. Girtain says that “the 
scenic designer is your number one stake holder. It is their artistic vision to which you 
have been entrusted with its realization…the scenic design is the dream and vision of the 
designer, and in the best of all possible worlds you are working with a designer that is 
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passionate about their design.”6 Grace frequently visited the shop to check on the build 
process. It brought me great joy to see her reaction as her concept became concrete. Her 
excitement at and enthusiasm for seeing the finished products along with her positive 
















6 Stribling and Girtain 117. 
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CHAPTER 3: SCENIC DESIGN PACKETS 
 
 This chapter describes the evolution of the scenic packet and the choices that 
brought changes to those packets. The scenic packet consists of scenic elements that 
make up the scenic design. Such a packet is a milepost for any technical director. 
 The first scenic design, located in Appendix B section 1, Grace Trudeau 
completed in May of 2019, we initially planned to mount the show in the Carson Theatre 
of the Lied Center of Performing Arts. The Lied is a fully equipped professional venue 
that hosts Broadway touring shows. Its Carson Theatre, named after the late Johnny 
Carson, is a dance studio Black Box Theatre (originally a rehearsal hall for the Lincoln 
Symphony) that the Nebraska Repertory Theatre uses twice yearly. Page 49 in section 1 
depicts the ground plan of the different scenic elements. This aerial view of the theatre 
shows an acting space, false proscenium, a tree, audience seating, and a curved staircase. 
Along with these units one can see notes depicting other elements such as grass, masking, 
cyclorama, and scrim. Grace Trudeau did an excellent job identifying the location of 
these elements in other pages which one can see from the circular arrows.  
 Page 51 in section 1 shows a paint elevation of the floor. The Lied Center 
enforces strict rules for using its spaces and we were forbidden to drill or screw into the 
floor without incurring substantial fines. To avoid damaging the floor, we add a subdeck 
on top of the original floor, which allowed us to paint onto and screw into the subdeck. 
Page 56 in section 2 illustrates a false proscenium, which afforded the appearance of the 
universe, while an Athens drop depicted the cityscape of Lincoln, Nebraska. Grace 
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wanted to create the effect of stars glowing in the false proscenium. To accomplish this 
effect, we had to drill holes into the surface of the false proscenium, making it a light box 
that allowed light to escape from the holes. Creating a light box, however, meant 
installing lighting fixtures of some kind within the structure. Expediting this procedure 
required me to remain in close communication with the lighting designer Abbey Smith 
and Master Electrician Adam Zastrow. The curved staircase on pages 57 and 58 reveals 
that the staircase that appeared to be a single unit in the ground plan actually separated 
into three pieces and moved throughout the show.  
 The impact of COVID-19 took a substantial toll on the Nebraska Repertory 
Theatre. The company had to cancel the last show of their season. Now, either due to 
financial security or convenience, A Midsummer Night’s Dream changed venues to the 
Howell theatre, the proscenium theatre located in the Temple building. The second design 
packet, located in Appendix B, section 2, not only includes a change of venue but also a 
change in some of the scenic elements. In the second design, a woods drop is added, 
located on page 67 in section 2, to give decoration for the scenes that occur in the woods. 
She also added light boxes to cover up the architectural walls of the theatre and to act as a 
continuation of the false proscenium. Other adjustments Grace made during this update 
consisted of moving the “Athens drop” further upstage. She also added Legs / boarders to 
cover sightlines. The tree, scrim, cyclorama, false proscenium, and curved staircase 
remained the same. 
 Grace Trudeau once again changed the scenic design and on September 18th of 
2020, presented a new scenic design packet. This third and final scenic design one may 
review in Appendix B section 3. She made many changes between the second and third 
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version of the scenic design. In this version, she retained only a few elements from the 
original. They were the false proscenium and woods drop. She cut the amount of grass 
and removed the “Athens drop” entirely, replaced the curved staircase with benches, and 
changed the tree to include a 14′ turntable, columns, and a canopy. In addition to the 
addition of the turntable itself, I advised her to add more legs, and boarders for sightline 
purposes.  
 “In 1896 Karl Lautenschlaeger introduced a revolving stage at the 
Residenztheater in Munich… a great turntable with a diameter of 78 feet to provide for 
the many and rapid changes of scene… Two, three, or more scenes were to be set on a 
single stage, and moved into position behind the proscenium opening.”7 As previously 
stated, Max Reinhard produced A Midsummer Night’s Dream multiple times and nearly 
every one of his works incorporated a turn table. Among them were a production of The 
Miracle, Danton’s Death, neo-classical dramas at the Redoutensaal in Vienna, and plays 
by Strindberg at the Municipal Theatre in Malmo.8 Many theatres around the world have 
adapted the turntable because of is ease and mobility.  
 Pages 65, 66, and 67 show the plates needed to draft the turn table in its entirety. 
A turntable is a complex unit to create in itself. In the construction of scenery, most of the 
units we build, whether it be flats or platforms are rectangular and consist of straight 
lines. Every aspect of the turntable is round or curved, which were difficult objects to 
fabricate. The tree within the turntable also needed to light up, which meant that electrical 
 
7 R Leacroft, and H Leacroft. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece 
to the Present Day. Methuen, 1984.120. 
8 R Leacroft, and H Leacroft 170,181. 
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cables needed to run through the turntable. This is the largest challenge of the scenic 





















CHAPTER 4: ESTIMATED COST AND TIME 
 
 Budgeting the cost of materials and number of labor hours needed to produce a 
show is a fundamental necessity for a technical director. The wrong material choices or 
underbudgeted labor hours could potentially hurt a company financially and lead to an 
uncompleted show. I took precautions to ensure that I stayed within the parameters 
provided in the scenic budget. Girtain affirms that “The information composed in this 
step will serve as a jumping off point for the materials purchasing, time planning, 
drafting, construction, and all other production activities through closing night and strike. 
If our work is done right, then this progression will be linear and chaos free.”9 
 Girtain specifies that Excel is the most important software that a technical director 
can master. Having data autofill greatly depreciates the amount of time needed to budget. 
Mathematical functions and linking cells together are the most crucial steps to expediting 
the budgeting process. 
 After September 18th, the Technical Direction team spent the next week 
dedicating their life to presenting a rough budget to the production manager and artistic 
director. Liam Romano was tasked with updating material prices regularly, Stephanie 
Schlosser was assigned to budget the false proscenium, and I budgeted the turn table.  
 
9 Stribling and Girtain 26. 
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 The budgeting process was difficult. Lumber prices fluctuate during natural 
disasters and shortages. During this time of the Covid–19 there has been an unstable 
lumber market causing prices to increase 150% or more. On the date of February 19th, 
2020, a 2x4x8 was $2.82 and a sheet of ¾″ plywood was $20.38. As of February 19th, 
2021, a 2x4x8 was $5.65 and a sheet of ¾″ plywood was $36.58. In the stock market 
today, lumber prices are the highest they have ever been. An article from the National 
Association of Home Builders stated that “The latest random lengths prices as of mid-
February show the price of framing lumber topped $975 per thousand board feet — a 
180% increase since last April when the price was roughly $350 per thousand board 
feet.”10 
 The budget forms located in Appendix C section 1 have evolved and undergone 
adaptation throughout my graduate career. Budget files include information such as a list 
of materials that contain price, weight, quantity, an estimated cost, and actual cost of each 
unit, a detailed breakdown of each unit that includes materials needed along with build, 
paint, load-in, and strike hours; production calendar and build calendar. The front page of 
the budget is a breakdown that summarizes the information in all of the other sheets and 
gives the cost, weight, labor hours, and load in hours. I added a bar graph at the top of the 
cover page to give a visual representation of each unit’s price. At the bottom of the cover 
page is where the scenic budget is calculated. In this case the scenic budget was $4,300 
dollars. A 10% contingency I then removed from the budget. It allows a buffer to be 
added into the budget to account for any unexpected problems or mistakes.  
 
10 Journal, L. B. M. “NAHB: Record-High Lumber Prices Adding $24K to Cost of New Home.” LBM Journal, 22 Feb. 
2021, lbmjournal.com/nahb-record-high-lumber-prices-adding-24k-to-cost-of-new-home/. Accessed 11 Apr. 2021. 
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 The different sheets within the Excel form are linked and referenced together to 
increase efficiency. When one selects a material in the unit sheets on pages 72-87, it will 
automatically search for the material’s price from the material list located on pages 70 
and 71; it will then fill in the selected information into the cost per column. After one 
applies a quantity, the sheet will automatically multiply the quantity by the cost per 
material. Excel then automatically populated the total cost into the budget cover page. 
There are unit estimations and actual cost sheets located in the budget. These are 
shortened versions of the unit sheets when printing the document to present to the 
production manager and artistic director.  
 When choosing materials, a Technical Director must have a clear understanding 
of what material is right for the purpose at hand. One can choose a material for myriad 
reasons. 
 This budget also calculates labor estimations are. “Unlike working on materials 
cost estimate, a labor estimate is less concrete and subject to more unpredictable 
variables. A sick carpenter, malfunctioning machinery, delayed materials delivery, 
broken down vehicles, and simple construction and milling errors are just a few things 
that can throw a daunting monkey.”11 
 Calculating labor is daunting. I can look up how much something costs but 
knowing how fast someone will work is a fascinating hurtle. It is even more difficult in a 
university setting. Each year we bring in students with differing levels of skills. The rate 
 
11 Stribling and Girtain 41. 
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at which the carpentry team builds constantly changes, unlike a professional setting 
where carpenters with 10+ years’ experience work eight hours per day.  
 The labor budget starts with a labor estimation chart on page 69 of Appendix C 
section 1. It contains a list of personnel and the number of weeks I estimated them to 
work in the building process. The shop is normally open from 1:30pm to 5:30pm, 
Monday through Friday, equivalent to 20 hours a week building scenery. I assigned each 
carpenter a certain number of hours per week. Richard Girtain talks about variables in a 
university setting; for example, 20 hours applies graduate students, but the numbers can 
change if they are teaching a class. Undergraduate students do not receive a certain 
number of hours, but some become so invested in the process that they willingly donate 
hundreds of hours building scenery.  
  If the technical director maximizes the number of hours that each worker can 
spend in the shop per week, the labor estimation could not account for shutting down the 
shop due to COVID-19 exposure or having to start shop late because of classes that ran 
until 1:45pm. A shop day that normally runs for four hours does not mean four hours of 
actual building. We spend the first 15 minutes of shop to talk about assignments for the 
day, take a 15-minute break after two hours to allow for a water or bathroom break, and a 
30-minute clean up time. This means that even though the workday is four hours long, we 
are building scenery for only three or those hours. To counteract these variables, I 
assigned carpenters a 13-hours maximum per week. That number gave me a more 
realistic number of the hours of work that are being accomplished.  
 After I filled in the estimated number of hours worked per week, the Excel sheet 
automatically added the numbers. Since there are 10 weeks of build and the total of hours 
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that all personnel work a week is 67, it became easy to calculate that the total number of 
build hours, 670. 
 “Figuring out how long it will take to build a scenic unit is nothing more than an 
educated guess, guided by personal experience and common construction practices. We 
as TD’s have to … make sure that it can be done on time and does not push beyond the 
capabilities and availability of our labor pool.”12 The personal experience and common 
construction practices that Girtain describes is simple when a set is constructed in units, a 
common practice in theatrical scenery. Flats and platforms are simple to gauge because of 
their uniform shape, such as that of a 4′x 8′ piece of plywood. Once these shapes change, 
especially if it is one we have never built before, it became increasingly improbable to 
estimate the time required to build it. I had never seen or built any of the scenery needed 
in this particular show, so it was a great challenge to calculate. The estimated number of 
hours that will be required to build, paint, and load in each unit are located on the unit 
sheets located on pages 72-87. Each unit required different tasks to complete the structure 
as a whole. Most pieces of scenery incorporate a frame into them to give structure. 
Cutting and assembling this frame was the first step. Once the frame was built, we 
needed to cover it in a paintable or walkable surface, which is most commonly a sheet 
good. The complicated shape of the faces from the false proscenium or the hundreds of 
holes that needed drilling into the front facing required a time associated with cutting and 
assembling that particular unit.  
 Once the material and labor numbers were estimated, I presented the budget to the 
production manager and artistic director. If there was a large discrepancy in the budget, 
 
12 Stribling and Girtain 41. 
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primarily when the estimation is larger than the budget, they adjusted measurements, 
removed some units, or chose alternative materials. In this case the show was under 
budget and approved to continue with build. The number I shot for is the budget amount 
after the contingency is taken out. In this case the budget I developed was not $4,300 but 
$3,870, which meant I kept my contingency for unexpected costs. 
 When looking at the budget breakdown on page 68 in Appendix C section 1, The 
balance minus the contingency, paint, and material costs was $4004.62. That figure 















CHAPTER 5: DRAFTING AND DESIGN 
 
 Once Christina Kirk and Andrew Park approved the budget, I began drafting the 
scenery. Grace used a software called Vectorworks13 to create her designer packet while I 
used a software called AutoCAD14 to create the technical drawings from her design 
packet. There is a list of drafting responsibilities in Appendix D section 1. This list 
dictates who in the technical direction team drafted which units. Stephanie Schlosser’s 
responsibility was to draft the false proscenium. Liam Romano’s was to draft the woods 
drop, grass sections for the floor, and create a line set schedule. Responsibility for 
drafting the turn table fell to me. All draftings are located in Appendix D. Stephanie’s in 
section 1, mine section 2, and Liam’s in section 3.  
 Each one of us had different skills, experience, and preferences when drafting. I 
had previous drafting experience because I had functioned as technical director for the 
Nebraska Repertory Theatre before. Liam’s experience included drafting for the student-
run company Theatrix, which operates at the Carson School. I personally had no drafting 
experience when I started graduate school, and neither had Stephanie.  
 The majority of my drafting was done using AutoCAD’s three dimensional 
drafting features. I do not always draft in three dimensions because it depends on the unit 
and show. I prefer to draft in three dimensions because AutoCAD gives depth to shapes 
and allows me to look at their relation to each other as a whole. Three-dimensional 
 
13 Vectorworks is a design software solutions that serve the AEC, landscape, and entertainment industries in 85 
countries. 
14AutoCAD is a product of Autodesk the leader in 3D design, engineering, and entertainment software.  
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drafting is also easier to plate15 because I can layer all of the objects and select them 
multiple times, alleviating need to draft an item more than once. Three-dimensional 
plating is done through a command called “view base.” The view base command allowed 
me to draft overviews and isometrics, which gave student carpenters an idea of what the 
unit will look like when it is completed.  
 As I mentioned before, the turntable had a lot of organic and round shapes. There 
were thus numerous challenges when I designed and drafted the turntable. With most 
projects, I like to work from the ground up. I first started with researching various 
approaches to building a turntable. I found two PDF files titled “How to Build a Revolve 
or Turntable – An Illustrated guide”16 by Ben Teague and a “Final project for a 
motorized turntable system”17 by Dan Ports. 
 Both articles use turntables with the “wheels up” or casters18 facing up and not 
rolling directly on the stage floor. This structure is advantageous for multiple reasons. 
First, if the casters are facing up and not rolling on the stage floor, electrical cables can 
run underneath the turn table for lighting the tree. The second benefit for having the 
casters face up is that stage floors are notorious for not being level. Attaching the casters 
to the floor allows for the installation of shims19 underneath the casters that elevate the 
casters, so they are all the same height. 
 
15Derived from the Greek word “platus” or “flat.” In printing, a plate was originally a flat sheet of, usually, metal, onto 
which an illustration was etched, and this was then used to print copies of that illustration. Over time, the word "plate" 
came to be extended, so as well as meaning the original engraved piece of metal, it described the paper copy it made. 
16 Teague, Ben. “How to Build a Revolve or Turntable an Illustrated Guide.” 2006. 
17 Final Project a Motorized Turntable System Contents. , 2004. 
18 A caster (sometimes spelled “castor”) is a non-propelled wheel attached to the bottom of a larger object to facilitate 
mobility. Casters can make an object move faster and safer. 
19 A shim is a thin and often tapered or wedged piece of material, used to fill small gaps or spaces between objects. 
Shims are typically used in order to support, adjust for better fit, or provide a level surface.  
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 The disks of the turntables in the articles consisted of segmented slices of 
plywood. Because the cost of plywood had increased so substantially, the scenery budget 
could not handle the cost. To mitigate this, a 2x4 frame was substituted for the disk of the 
turn table which gave an extra benefit for lighting to run their cables through the 
turntable.  
 Another challenge with the turntable was the decision on how to make it rotate. 
Grace and Christina wanted to have the turntable revolve through automation. But the 
motors, sprockets, and chain cost upwards of $2000. The budget could not handle this 
cost either but there are many moving parts during the transitions from Athens into the 
woods. A set of legs moves off stage, the woods drop flies in, and the turntable rotates. 
To rectify the choice for the turntable to be moved by hand, I suggested that the spectacle 
of all the moving elements wound distract from actors moving the turntable.  
 Most turntables are flat, but Grace’s design called for the turntable to have a ramp 
incorporated into it. This challenge was mitigated by 2x4 framing. To add in the ramp, I 
tapered the 2x4s down to a point in order to descend from 1-½″ over the length of 4′.  
 After drafting the turntable, because it is round, I needed to assess what parts of it 
would be difficult to cut by hand. The caster rings (the plywood rings to which the casters 
attach), caster plates (plywood rings that the attach to the bottom of the turntable disk), 
marble ring (the decorative trim under the columns), and canopy header rings (plywood 
rings on the bottom and top of canopy header) would be difficult to cut because of their 
circular shapes. It is very difficult to cut circular shapes. To do so we used a machine 
called a computer numeric controlled (CNC) router. This machine uses a series of stepper 
motors connected to a router, much like a 3D printer, to cut sheet materials. 
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 In order to program the CNC router, a software called Fusion 360 must be used to 
dictate where and how the router bit will cut the sheet good. After programing the fusion 
files, the operator must export them to a coding software that converts the Fusion 360 file 
to numeric code. The operator then copies it onto a flash drive which the operator then 
inserts into the CNC router. I programed the Fusion 360 files and handed off the coded 
files to CNC router operator Joseph (Joe) Shelly. 
 The tree was also a complicated unit. Its organic nature made every inch unique. 
There are a couple of components in the tree that required a specific composition of 
materials and build processes. Cristina Kirk wanted the tree to be climbable. In order to 
accomplish this, the tree’s frame had to be steel, while the material covering it required 
had to be carve-able but firm. The material chosen for the fascia of the tree was pink 
extruded foam.20 Foam is known for its ability to resemble organic shapes. The lighting 
and scenic design team wanted to incorporate lights into the tree in order to make the tree 
look like it had a pulsing aura of the forest. The foam would also allow us to carve 
troughs into the tree for installing the LED pixels. 
 Supervising Stephanie Schlosser while she drafted and designed the false 
proscenium led to a great collaboration and learning experience for us both. The false 
proscenium needed to be hollowed for the lighting department to install strands of C9 
Christmas lights throughout the entirety of the unit and to accomplish the effect of the  
glowing stars. This meant that Stephanie drafted the false proscenium differently from a 
 
20 Extruded foam is a polystyrene resin that is melted and then forced through a die to form it into the desired shape. 
This foam is commonly used as insulation for residential or commercial buildings. 
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traditional flat. Instead of the toggles being “on edge,”21 the toggles were orientated “on 
face”22 to allow a wiring passage through the wall. As noted above, such wiring was also 
true for the splay walls. To allow the light to escape from the interior of the flat, 
carpenters needed to drill hundreds of holes into the front facing. The holes ranged in 
diameters ranging from 1″, ¾″, ½″, and ¼″. Stephanie created a template to give us a 
starting point and that template was rotated and flipped to give variation. 
 After the technical drawings were complete, we plated the draftings on templates 
that resemble different paper sizes. There were multiple different sizes of paper that the 
printer could accommodate.23 I prefer to print on a 18″x24″ or Arch C paper. The specific 
day we chose to print the draftings, the plotter was not operational due to a network 









21 This refers to the “edge” or narrowest part of a linear stick of lumber (the ¾″ side of a 1x4 opposed to the 3½″ side) 
22 This refers to the “face” or widest part of a linear stick of lumber (the 3½″ side of a 1x4 opposed to the ¾″ side) 
23 Architectural or “Arch” paper sizes are categorized by letter sizes. Arch A- 9″x12″, Arch B- 12″x18″, Arch C- 




CHAPTER 6: LEADERSHIP AND MENTORSHIP 
 
 On top of drafting, budgeting, and scheduling, it was my obligation to supervise 
and lead my assistant technical directors through their draftings. Teaching them the 
information I have gained over the course of my graduate career is crucially important for 
a third-year technical director. I saw it as my responsibility to mentor them, in an effort to 
prepare them for the years to come.  
 Stephanie needed to start from the basics of drafting. I gave her books she could 
read outside of work so that she could learn anytime she wanted. The books contained 
information about drafting standards and how to use AutoCAD. These books gave her a 
basic knowledge of how she should lay out her draftings but could not give her the tips 
and tricks I have obtained over the past three years. The key to using AutoCAD is 
quickly typing commands24 and knowing which commands you need. There are 150 
commands in AutoCAD, and while we only use a select few, knowing which commands 
you need and how you intend to use them will save time. 
 After Stephanie completed her draftings, we had numerous meetings to fine-tune 
her work and set up changes to the scenery we had not noticed earlier. Her draftings were 
clear and concise. Another attribute about Stephanie’s drafting was the way she set up her 
model space25 within AutoCAD. She organized her objects by unit and detail.  
 
24 Commands correspond to the action or object that the drafter is wanting to accomplish. Line, circle, rotate, scale, 
and rectangle are all examples. Unlike Vectorworks, Users of AutoCAD can type these command instead of searching 
for and clicking a button. 
25 Model Space is an area in which you create two-dimensional and three-dimensional entities based on either the 
World Coordinate System (WCS) or a user coordinate system (UCS). 
26 
 
 Stephanie had made a large improvement since she started her masters program 
here . She was able to make a construction drawing that the carpenters could read and 



















CHAPTER 7: PLANNING AND SCHEDULING 
 
 Scheduling how and when units get done is an art form. Before the build started, I 
had to determine the order of build. Normally, technical directors make this 
determination in order of “most time consuming” unit to “least time consuming.” Big 
things usually are the center point for the scenic design. They are the scenic pieces 
around which the action revolves. The smaller things (such as benches, detailing, stairs, 
or chairs) come later in the process because they take less time to make. In this show for 
example, it would have been disastrous for the canopy, canopy ring, and columns to 
come first, only to run out of time when building the turntable. That order or build would 
have resulted in those units lacking a foundation. When looking at the budget breakdown 
in Appendix C section 1, the estimated hours revealed that the units which consumed the 
most build hours were the tree, false proscenium, turntable, and splay walls in that order. 
When creating the schedule, I had to keep in mind that we needed to start on these units 
first.  
 “What is important to keep in mind during this process is that the schedule is to a 
living document in need of constant revision and update…whether you pull ahead or fall 
behind in reaching the milestone within your build, you must endeavor to reflect those 
circumstances and how they will affect the rest of your production process and the work 
and progress of others.”26 To track the build schedule I made a Gantt chart.  
 
26 Stribling and Girtain 67. 
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 A Gantt chart lists the tasks which need completion and when. Creating this 
document in Excel allows the technical director to list tasks and details down the rows 
and dates of when tasks are to be completed across the columns. The build calendar can 
be found in Appendix E. I laid out the units by the four major steps in which they have to 
be built: cutting, assembling, attaching, and painting. To mark the completion of these 
steps, I assigned a color-coding system in which red means “not started,” yellow: “in 
progress,” and green: “complete.” As tasks became completed the color changed. Under 
the dates the reader can see a color-coded system that relates to the cutting(blue), 
assembly(orange), attaching(green), and painting(purple). The dates specify when the 
unit is going to reach which steps.  
 The reader can see the difference between the estimated and actual build schedule 
in Appendix E section 1. Over the build process, just as Richard stated, dates will change 
and move depending on how fast the shop builds. The dates changed considerably as the 
build process progressed. 









CHAPTER 8: BUILD PROCESS 
 
 As we put final touches on the construction drawings and sent the first material 
order was sent to shop supervisor Nathaniel (Nate) Rose, the reality of build started to set 
in. Everything we had been working on was about to come to fruition. As build 
continued, it was my job was to update the budget and build schedule daily to make sure 
they were maintained and within constraints. More important throughout the build 
process was my responsibility to uphold the scenic design. Pictures of the build process 
can be found in Appendix F section 1.  
 To keep the build process moving at an efficient pace, the technical director needs 
always to focus on the future. Keeping the carpenters informed and well stocked is very 
important. At the start of every workday, I gathered the carpenters to talk about tasks for 
that day and at the end of the day I gathered them again to talk about the next day’s tasks. 
During the workday I liked to walk around to supervise each build process as it 
happened. I asked the carpenters if they needed any assistance or help. If a tool or piece 
of hardware was needed, I retrieved it for them in order for them to keep building. 
Walking across the shop to retrieve an object took valuable time away from a carpenter 
who could have used it build scenery. 
 The first week of build, which started on February 15th, 2021 was rough. A winter 
storm swept through Lincoln, forcing the temperature down to -27 degrees Fahrenheit. It 
also dropped 17″ of snow, causing the school and city to shut down for two days. To help 
prevent more lost time I decided to review the designer packet and construction drawings 
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in a Zoom™ meeting while we were stuck at home. This was normally accomplished on 
the first day of build. It allowed the carpenters to have a better understanding of what 
they were building. In addition to missing those two days, Liam Romano was out of town 
for that week. Despite these setbacks, we nevertheless built the false proscenium within 
the week scheduled, allowing us to stay on track of the build schedule.  
 The second week of build focused on construction of the splay walls while 
painting and lighting of the false proscenium. This particular week went well with only a 
couple of setbacks. When cutting the hair piece for the far stage right splay wall, we 
discovered that the material and loose shape of the hair could not support itself and it fell 
apart. To fix this dilemma, I scheduled a meeting with set designer Grace Trudeau and 
changed the shape of the hair along with changing the material from ¼″ plywood to ½″ 
plywood. CNC router operator and carpenter Joe Shelly wanted to teach Stephanie how 
to use Fusion 360. They worked together to create and program a new file. During this 
week, Joe planned to be gone on Friday February 26th, which is the day I had him 
scheduled to run the CNC files for the turntable caster plates, wheel rings, lid, and marble 
ring that I programed. To keep on schedule, I had him run the CNC files on Wednesday 
and Thursday of this particular week. Despite these setbacks, we ended up ahead of 
schedule and started building the turntable frame early. 
 From here on out I had separate teams working on different tasks. The third week 
focused of constructing the turntable disk and columns while the paint and lighting 
department focused on the splay walls. One thing that became apparent with the turntable 
was its weight. According to the budget, the turntable weighed nearly 1,200 pounds. 
Lifting and moving the unit became an arduous task with four people, each person lifting 
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300 pounds. We could ameliorate this problem because of its construction. The columns, 
meanwhile, had a few difficulties being constructed. When constructed, the frames where 
not straight and had a lean to them. I thought we might mitigate this problem when we 
attached the Sonotube™27. When we did so, it did not straighten the frames and it proved 
difficult to wrap the Sonotube™ around them. I concluded that we needed to ratchet-strap 
the Sonotube™ to the frames in order to wrap and secure it. It took longer than scheduled 
to attach the Sonotube™ to the frames. 
 The week following, construction of the canopy header and canopy began. The 
canopy header was a 14′ half ring that connected all of the columns together with bolted 
connections. In the process of building this unit I decided to have it split into two pieces 
for storage purposes. This unit went together very quickly. The canopy was a dome-
shaped covering attached to the header. Liam Romano cut the frames for the canopy 
during this week. Grace reviewed the paint treatment of the splay wall painted during the 
previous week and concluded that they needed to be repainted. During this week, paint 
charge, Emma Hoffbauer repainted the splay wall to match Grace’s design. After the 
paint treatment was adjusted, the lighting department installed lights into the splay walls 
later in the week.  
 Week five marked the halfway point of the build. At this point the build process 
started to slow down as we mocked up the turntable. In the beginning of the week Liam 
finished assembling the canopy. Once we installed the disk, we aligned the marble ring 
with the columns and fine-tuned the placement of the bases and capital while painting of 
 
27 Sonotube™ is a round cardboard tube used to cast concrete pillars. Its various round shapes ,ranging from 4” to 24”, 
and light weigh make them ideal for faux columns, posts, and pipes. 
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the canopy header and marble ring took place. Once the canopy header was painted, we  
uninstalled the columns and passed them off to paint, where students were to add 
concrete and tree textures. 
 The second half of build officially began in the 6th week. We cut the planters, 
assembled, and painted them. Yet cutting the planters in half caused them to lose much of 
their structural integrity. They needed a structural panel to support the sides, so they did 
not wobble. We cut the canopy panels and grass, then installed both while students 
painted the columns. Liam used a router to cut out the canopy panels from  PVC28 plastic. 
By cutting a plywood template and tracing it with a flush trim bit, he replicated the shape 
of each panel rapidly. When we mocked up a section of the canopy, we discovered that 
the panels violently shook. I needed to find something to re-enforce the panels. I 
immediately called Grace down to the shop to discuss a solution as soon as possible. She 
expressed that a metal trim that would be visible from the outside of the canopy would be 
fine if it were the same thickness as the frame. I found an “I”-shaped flooring trim that 
captured both panels in one trim. We needed, however, to special ordered this item and it 
required several days to arrive. While we were awaiting delivery of the trim, I assigned 
Liam to cut and temporarily attach the grass to the turntable. When Emma painted the 
trees, we noticed that the paint did not sufficiently cover the seams. We concluded that 
thickening the paint with Elastomeric29 would alleviate the problem. On the Friday of this 
week, the trim for the canopy arrived. We cleared out a spot on the shop floor to mockup 
the canopy.  
 
28 Polyvinyl Chloride.  
29 Elastomeric is a roofing compound that is thicker than paint, more flexible, and heat resistant.  
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 The 7th week of build continued the assembly of the canopy while Emma finished 
the paint treatment. I underestimated the amount of special-order trim needed for the 
canopy and once again needed to order more which would not be available until the 
following week. Once Emma completed the treatment on the columns, we attached them 
and the  canopy ring to the turntable. When installing of the canopy ring we ran into a 
couple of problems. The capitals on the columns were not level, which caused the canopy 
ring to lean and warp. We shimmed the canopy ring to make it level, and it alleviated the 
problem. The shimming caused gaps between the capitals and canopy ring, but carpenters 
filld the gaps with caulk during load in and Emma covered the caulk with paint. We had 
reached a pause on all other units besides the tree so all focus from here was spent on 
creating the tree.  
 Nate Rose planned to be gone Friday, April 2nd and Monday, April 5th. He thus 
pushed out the main body of the tree on Thursday, April 1st in order for us to keep the 
build on track, aiming for completion by the deadline of April 24th. By the end of the 
week, we managed to accomplish many tasks related to the trees metal framing. The main 
body along with the steps, roots, and three of the four branches we had cut and 
assembled. 
  As we reached closer to the end of the build, stress and worry started to set in. We 
are three weeks away from the end of the build schedule. This particular week focused on 
fine tuning the tree’s metal frame and attaching foam to the frame. After we assembled 
the frame, I wanted to make sure that the placement of the steps and branches were in 
appropriate positions for actors to reach. Director Christina Kirk, Grace, and I met to talk 
about the placement of all those aspects. Once we established them, we moved onto 
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applying foam to the tree and finishing the canopy. When the canopy was finished at the 
end of this week, we installed the unit without any problems. 
 The second to last week was used to clad the metal tree structure in foam. This 
process took a longer than the week specified so it continued to be worked on in the final 
week of build. The last and final week was spent taking apart the turntable unit and 
















CHAPTER 9: ACTUAL COST AND TIME 
 
 Nathaniel (Nate) Rose is the shop supervisor for the scene shop. He orders 
materials, tracks receipts, and offers advice in times of struggle. In order to track the 
actual cost of materials and time I have to review all of the receipts and Gantt chart that 
has been updated over the course of build. Nate scanned every receipt and placed them in 
a folder within the “One Drive” file management system we use. Over the course of build 
we ran into a couple of problems that needed more materials and labor to complete. The 
contingency that is added into the budget helps mitigate these extra expenditures but the 
scary part when calculating receipts is if the extra materials cost more than the 
contingency. The actual cost and time are located in Appendix C section 2. 
 While Nate had ordered and submitted receipts. I had been updating the actual 
cost section of the budget. I began to get a better understanding of how much the set 
actually cost. When looking at the numbers next to each other on the cover page the 
reader can see the difference. Most of the units were either close to or less than the 
estimated cost. The gazebo canopy was the only exception. All of the extra trim and 
plastic paneling put a big strain on the budget. The canopy cost $784 more than expected. 
Emma spent less than the $400 I had allotted towards the paint budget. In the end, the 
scenery and paint budget came out to $4,512.51, only $212.51 over budget. Emma used 
only $330 of her allotted $400. These surpluses offset any over expenditures that the 
scenic budget had experienced.  
36 
 
 I then turned my attention to the labor estimations. The biggest change to the 
estimated labor Gantt chart was the amount of time it took to build the tree and mockup 
of the turntable. The difference between the Gantt charts one may view in Appendix E 
Section 1 and 2. 
 
















CHAPTER 10: MOCKUP AND BREAKDOWN 
 
 In order to prepare Stephanie and Liam for load-in, I thought the best solution for 
them to learn the turntable assembly was to mockup the unit before I left, in case I were 
not present for the load-in scheduled for late September 2021. There had been a lot of 
benefits to assembling the unit. We had addressed many problems before they surfaced 
during load-in when time is of the essence. Over the course of the mockup period, I took 
notes regarding steps and procedures needed to install the turntable unit. Photos of the 
mockup are found in Appendix F section 2. 
  We started mocking up the turntable unit on March 15th. It took quite a while to 
shim up the casters of the turntable. Shimming the casters allowed the turntable’s disk to 
ride level without any bumps. When shimming the casters, we used wedge-shaped shims. 
We learned that the wedge-shaped shims did not allow full support of the caster. We 
decided that a rectangular shim best permitted the caster to sit flatter on the ground.  
 After the wheels were in place, we installed the pivot and installed the disk onto 
the pivot. Once that was complete, we set up the columns to check the placement of their 
bases. We found that the bases needed trimming in order to fit snugly around the column. 
We made the alterations and moved on to installing the canopy ring. As talked about in 
the build process, we ran into a couple of minor problems when installing the canopy 
ring. We resolved those problems and moved on.  
 The tree needed a couple of steps in order to mock it up properly. We first needed 
to install the tree inside the gazebo structure. When this installation was complete, we 
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needed to check that the steps and branches were in an acceptable place for climbing. 
After we established the steps’ location, we needed to uninstall the tree to clad it in foam 
and allow the paint department to carve the bark texture. While this was underway, the 
crew installed the completed canopy on top of the canopy ring. 
 We spent the last week of build taking apart the turntable structure, as most 
disassembled structures came apart much less time than was needed for assembly. It was 
important during the breakdown that we notate and label hardware for every connection 
in the unit. The entirety of the unit required twenty-three bolts to assemble the turntable, 
columns, and header to each other. We placed those bolts into separate bags and labeled 
them according to which connection they held together. There are multiple sizes of 
screws used in the construction, and we placed them into bags and labeled the bags. I 
took notes during this operation and recorded all these procedures for reference in 
September. As the crew dismantled individual portions from the units, they stored them 










CHAPTER 11: STORAGE FACILITIES 
 
 Since A Midsummer Night’s Dream is set to open October 1, 2021, I needed to 
find a location to store the scenery over the summer. I gave Liam the responsibility to 
record the size of the units and find potential storage spots around the shop. There were a 
couple of storage locations within the shop and theatre spaces, but because Dracula 
would still be in production when I left, we could only use the shop space for storage. 
One can find Liam’s documents in Appendix G. 
 When looking through the summer storage document, the reader can see that there 
are only three viable locations in which to store the scenery. They were the shop floor, 
“broom nook,” and the “breaker nook.” Another complication arose within the plan when 
new information came to light regarding the Rep’s intent to store various scenic 
structures over the summer for its “ShakesFear Festival” during Halloween of 2021. We 
thus could avail ourselves only of the broom nook (where we normally store our brooms 
and cleaning equipment) or the breaker nook (where the main electrical breaker box is 
located, eliminating the shop floor as an option all together). 
 The one unit we did not have to worry about storing was the false proscenium, 
since it is already hung on a line set in the theatre. Every other unit, however, needed a 
place for storage. The turntable disk was by far the longest and heaviest unit in the whole 
show. Even though it splits into two pieces, its length is still 14′ and none of the storage 
spaces could hold it. Storing the turntable near the breaker box seemed like the best 
choice because it has the longest storage area at 10′, but this space was not applicable 
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because doing so would block access to the breaker box. I decided that we would store 
the turntable in front of the broom nook. The downside to this decision was that it made  
brooms inaccessible. To mitigate this situation, we pulled out a couple of brooms from 
the nook and relocated them in a separate location. When Liam sent me his document it 
seemed like all the units were going to fit in the storage spaces I had chosen. We had to 
place each unit strategically and methodically into the storage spaces to make them fit. 
















CHAPTER 12: CONCLUSION  
 
 This production of A Midsummer Night’s Dream has been a long but fruitful 
journey. We started the production process on this show in February of 2020 and it’s 
opening the Rep has set for October 1st , 2021. The whole process will have taken 19 
months from start to finish. My position as technical director for the Nebraska Repertory 
Theatre has been a great learning experience. I believe that my time as a graduate 
teaching assistant has also afforded me the skills I needed to succeed on my career path.  
 Over the duration of this project of designing, drafting, and budgeting the 
production I have learned a great deal. The lessons I have learned will stay with me 
forever and I will spread my knowledge gained to those around me. The major 
conclusion I have drawn came from the project’s major miscalculations, namely the 
failure to test materials before constructing scenery pieces. The panels on the canopy 
flexing caused a $775 unexpected expense. Without that expense we would have 
remained within our budget. I should have chosen a different material that did not require 
copious amounts of trim. Yet because of this mistake, I learned how to program a Laguna 
CNC router, a skill much needed in my planned profession and one likewise beneficial 
for my career. Even though I will not participate in the load-in and strike, building this 
production, creating mockups, and arranging for storage was rewarding. Making sure that 
Stephanie and Liam had the tools they need to succeed was of the upmost importance. 
The documentation created will help them finish the show to completion. There were a 
lot of complex scenarios with this set design, and I am glad it went well. Grace was very 
excited to see her design conceptualized which made the whole process worth every long 
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night and every noisome frustration. This production marked my first time designing a 
turntable from scratch. The tree was also an arduous task that went very smoothly. 
 Everyone involved did an amazing job in the construction of this show. The speed 
and efficiency in which the show was built was incredible. We kept on pace with the 
build schedule and finished the goals stated set forth at the beginning of this thesis. I am 
even more proud of my assistant technical directors for pushing their limits and learning 
how to deal with the complex components in this show. Stephanie has made an 
exponential growth in her drafting and carpentry skills. She is well on her way to 
achieving her goal in becoming a technical director. Most importantly, I am satisfied with 
myself and my schooling at the University of Nebraska – Lincoln. Taking this time in my 
life to broaden my skills as a technical director has been beneficial. I will leave this 
institution with a complete understanding in the tasks, leadership, and communication 
skills every technical director needs if they are to be successful. I have learned how to 
analyze a designer packet, create a technical design packet with three dimensional 
AutoCAD, create budget paperwork, lead a group of people, and clearly communicate 
with a group of people, making sure all of their needs are met.  
 My time at the Nebraska Repertory Theatre and the University of Nebraska – 
Lincoln has given me the confidence and knowledge to work as a technical director 
outside of an academic setting. This and the other productions I have been a part of will 





APPENDIX A SECTION 1: Design Team 
 
A Midsummer Night's Dream 
Produced by the Nebraska Repertory theatre 
in partnership with the Johnny Carson School of Theatre and film. 
 
Directed by Christina Kirk 
In collaboration with, 
 
Andy Park, Artistic Director 
Grace Trudeau, Scenic Designer 
Hali Liles, Costume Designer 
Abbey Smith, Lighting Designer 
Adam Zastrow, Master Electrician 
Nathan Alexander, Properties Designer 
Emily Callahan, Sound Designer 
Austin Elledge, Technical Director 
Stephanie Schlosser, Assistant Technical Director 











APPENDIX A SECTION 2: Design Meeting Notes 
 
Midsummer: 
Men abusing their love 
Weather change 
Forgiving trespasses  
Polarization 
Is this a dream? are we playing off of the dream  
 
5/08/202: 
Subdeck in rectangular shape with grass on top 
Proscenium and tree with lights  
Proscenium 6’ from grid? With boarder at top 
Muslin Mache? 
Spanish moss on tree (Spanish moss does not grow in Nebraska) 
2d tree  
City drop 20’x 10’? 
 
5/14/2020: packet was submitted, and budget started 
Talked to LX about portal 
 
5/22/2020: decision was made to change the space into the Howell 
 
5/29/2020: 
Christina and grace Talked about separating faces for more space 
Moss masking was added 
City drop turned from doors to solid drop 
 
6/2/2020: 
Talked about thickness of proscenium  
Talked about hard flats for splay walls 
Spacing of flying scenic elements 
 
8/28/2020 
Lincoln drop removed and stairs removed 
Gazebo added 
Center column too big 
Tree too tall 
Fly tree? 
Scrim between tree and gazebo  
Packet sep 18 
 
10/18/2020  




Gazebo top changed  
Columns rotated  
Tree sample talked about (two runs of lights in each branch) 
 
10/25/2020 
Rough budget $1200 over 
Line set schedule completed 
Woods drop moved  
 
9/25 
Final budget meeting $241 under 
 
10/9/2020 
Meeting next week with paint charges and faculty to discuss paint schedule 
Breakout about vinyl panels  
Benches and foliage responsibility (props)  
Cyc 42' x 18'-6" White 
Cyc 41' x 17'-9" White 
Cyc 42' x 32' White 
 
10/16/2020 
Tech schedule set  
Paint schedule set 
Build schedule set 
Meeting about cable paths  
 
10/23/2020 
Final edit to soft goods 
First set of legs traveling 
 
10/30/2020 
Splay walls will not fit into splays. meeting time 
Carpet around pathways 3’ path 
Lighting packet submitted in teams. Get trim heights for section view  
 
11/6/2020 
Vinyl came in and lighting can grab it when they need it  
Last design meeting November 20th  
29th of January is when tech meetings start  
 
11/13/2020 
Discussion about benches  
Need to draft benches  
Praise from Jon about quality of construction drawings 





APPENDIX A SECTION 3: Production Meeting Notes 
 
 
1/29/2021 Production meeting 
We are moving on with build 
When do lights and paint want to interact with the false pro and other units? 
Changing meetings to bimonthly  
 
2/12/2021 Production meeting 
Materials purchased 
Starting build on 15th 
Lighting working on transitioning roles  
Costumes has extra electric knife  
 
3/26/2021 Production meeting 
Costumes has destressing booth for clothing  
Abbey meeting with grace and Emily to be caught up 
Set being assembled Monday  
Incorporating the sound of the grass dragging into the sound design (sounds like ocean) 
 
4/9/2021 Production meeting 
Meeting with Christina went well 
Filming is going to happen next week 


























APPENDIX A SECTION 4: Tree Meeting Notes 
 
 
Seat branch  
Holding branch  
Hanging branch  
Two roots as steps 
Bar on top for lighting  
Lights inside bases? No 
Lights in canopy header 
Canopy header needs to be hollow for lighting to run cables  
Gazebo top painted bronze for Athens, light color for woods 
Some Leaves to hide lights 
Is the fabric mesh? sturdy enough 
1 x 2 channel? 
Access point in tree for lights (come out of door and through foam) 
Access door for lighting in base of tree 
Single point from center to SR woods column  
Center tree rougher texture  
Column trees smoother 
Natural tree branch  
Laser cut fabric. Com for Canopy  














APPENDIX A SECTION 5: Transition Meeting Notes 
 
Transition meetings 
Start build – February 15th  End build – April 24th  
Load in - August 28th   Opening - September 29th 
Aspects to build - all except for woods drop, benches. 
Shared components: false pro, splay walls, turntable 
Risk assessment:  
1 easy – 4 challenging 
Storage- Liam 
Detailing in fall  
 
Notes for load in- 
Disc 
 Level wheels with rectangular shims instead of wedges 
 Marble ring labeled 1-5 (line up with pencil mark) lid is uneven so siding/skirting 
will have to be    shimmed to match marble ring. 
Columns 
 Attach column bases with 1-1/2″ screws  
 Standup columns and bolt only hand tight 
Header 
 Hand tighten bolts for canopy header to columns one half at a time 
 Bolt columns to disk and canopy ring with light torque (don’t tighten the heck out 
of it) 
 Shim column 4,5,6 because capitals are sloped 
 Allow lx to run cable through canopy ring 
 Attach lid to canopy ring with 2″ screws 
Canopy 
 Attach canopy one half at a time with 1″ screws and bolt removed panels on with 
10-24 , 1-1/4″  stoves with cap nuts. 
Tree 
 Screw tree base to disk using lag screws 
 Cover root frame with foam and adhere with great stuff  
 Attach limbs and bolt  
 Screw ends of branches to columns 
 SET DECORTATION  
Planters 
 Staple base of planter to capital 
 staple on capital to ¾″ lid of Canopy ring to keep from shaking (if possible) 
 Screw L – brackets into header  
Order of load in  





























































































































































































































































































































































































































































































































































































































































































































APPENDIX F SECTION 1: Build Photos 
 









































































































































APPENDIX F SECTION 2:Mockup Photos 
 




























































Columns, header, and planters in “breaker nook”. 
 
 
